A study of Bahram Beyzaie and Wole Soyinka's works reveals how in two disparate cultural settings, traditional structures and themes appear in modern forms to renegotiate people's cultural identity. Both writers demythologize the ancient and modern superstitious beliefs that haunt their peoples, depict the fallacy of hybrid obsessions that distort everyday life in their countries, and mythologize the positive aspects of history to redefine cultural identity with the best their cultures offer. One aspect of this process is their depiction of creative intellectuals as sacrificial heroes. The form reveals their concern with the question of leadership and citizenship, the victimization of the educated people, and the resulting brain drain in their countries. In the paper that follows, I will compare Beyzaie and Soyinka's depictions of intellectuals as sacrificial heroes. I will first study the dramatic origins of their forms and their approach to tragedy, myth, history, and sacrificial heroism, and explore the sociopolitical and personal reasons for the development of their forms. My intention is to discover how these forms evolved and why they reflect similar paradigms. I will then compare Beyzaie's Parchment of Master Sharzin with Soyinka's Madmen and Specialists to provide textual examples of these similarities and differences.
of foreign powers over the country shocked educated Iranians into attempting to promote a sense of nationhood in which the nation acquired its meaning from its people rather than a king. Punctuated by violent street demonstrations, fear of famine, rivalries among political parties and modernized feudal lords over parliamentary seats, the rise of religious terrorism, the struggle for the nationalization of oil, and the Anglo-American coup (August 1953 ) that ushered in Mohammad Reza Shah's dictatorship , this era of fledgling democracy challenged the people's views on citizenship, leadership, and the rule of law.
These conflicts carved into Beyzaie's memory the images of how dominant groups transform the accounts of history to marginalize unwanted narratives of belonging and nationhood and how internal failures help foreign powers to dominate a nation. As such when he began writing in 1959, his major concern was to reclaim marginalized cultural and artistic practices in plays that thematically undermined the grandiose, reductive narratives of nationhood, heroism, intellectualism, womanhood, and culture.
Beyzaie's career is thus characterized by his recurrent creation of alternative narratives on the cultural identity of Iranians. During the first decade of his career, Beyzaie wrote more than fifteen plays, directed four, and produced four research monographs on Iranian, Indian, Japanese, and Chinese performing traditions, which contributed to the rise of Iran's non-Western-style theater in the 1960s. In 1969 he expanded his vision to cinema and became a leading figure in the Iranian New Wave. Since then, he has directed twelve feature films and five plays and written more than one hundred plays and screenplays, which have been among the most widely read in Iran.
Beyzaie's subjects extend from myth and history in village, city, or court settings to contemporary city and family life in works that mix sociological, psychological, and philosophical analysis with film noir elements. His plots, however, recurrently depict the conditions of divergent thinkers in uncaring communities. Thus in his works early prototypes of intellectuality and modern intellectuals appear to challenge distorted norms and be victimized or ostracized by corrupt religious or political leaders and their cohorts. This paradigm fulfills its objectives through templates originating in two indigenous forms which are at times combined. The first uses the figure of Mir-e Nowruzi (New Year Ruler) to depict an outcast who is temporarily glorified, and then ritually punished. The second uses elements from ta'ziyeh passion plays to create intellectuals that defy stagnant beliefs and suffer in ways similar to sacrificial heroes.
As a ritual, Mir-e Nowruzi bore similarities to the European "Lord of Misrule." It was a New Year festival held from the twentieth of March until the first of April, the first two weeks of the Iranian calendar. Mohammad Qazvini's paper on the subject contains a report provided by a physician about the festival as it was held in Bojnurd:
I saw a procession of people on foot and on horseback. One who was clad in an expensive costume and carried an umbrella rode on a splendid horse. People accompanied him, walking in front or behind, as if they were his entourage. Some had long sticks in hand with the shapes of animals' heads on them [ . . . ] as if the king was returning from a conquest. People were following them, singing merrily [ . . . ] . People said that during the Nowruz festival, one becomes the clown governor of the town and is obeyed until deposed on the first day of April [ . . . ]. The job was kept in the family. 2 The report describes the festival as performed in March 1923 by actors, but some of its elements suggest it is rooted in ancient rituals like Kuseh bar Neshin (The Ride of the Beardless One), Haman Suz (Burning Haman), 3 and Dasteh-ye Surena (Surena's Procession). 4 In these violent carnival forms, a person or an effigy was made up to look like, and allowed to act as, a ruler, but was then beaten and banished. The process of selecting and obeying an ordinary man involved carnival aspects that emphasized the temporary nature of power. While echoing this function, Beyzaie also reformulates the structure to highlight the readiness of people to victimize outcasts.
Despite the importance of Mir-e Nowruzi, the greatest influence on Beyzaie's tragic form is ta'ziyeh. The term refers to the dramatic rituals associated with the annual commemoration of the martyrdom of the Shiite saint Imam Hussein (626-680) and the male members of his extended family in Karbala on a day known as ʿAshura in October 680. With the establishment of the Shiite faith as Iran's official religion in the sixteenth century, these rituals became a locus for the reinforcement of a religious national identity. During the seventeenth century, due to royal patronage, these rituals produced full dramatic forms with passion plays about sacred figures in the Judeo-Christian and Islamic historiography.
Ta'ziyeh reached its highest status in the nineteenth century when it created a treasure house of dramatic techniques with about two thousand plays on 270 subjects, including secular and comic ones. 5 The annual performances of these ceremonies evoke the timeless space of sacrificial heroism through reenactment so that the faithful are mobilized to redefine their political and cultural sympathies for uprooting evil. Since the early days of Shiite thought, this concept, which is properly stated in the motto "Kullu yawm ʿAshura, Kullu Arz Karbala" (All days are Ashura, all lands are Karbala), has often been used by activists to mobilize people for military encounters and uprisings.
The rituals' central paradigm, the commemoration of sacrificial heroes, has its archetypal origin in the myths of the dying god; but in its religious forms it has roots in Iran's pre-Islamic cosmology, and the annual performances reinforce these roots. Within the philosophical framework of this centrality, human beings are players in the battle of good and evil, and for those aspiring toward unity with God it is necessary at any given moment, including the moment they are threatened by death, to try to embody the attributes of God.
However, though human beings can claim all God's attributes in their lesser forms, God is beyond having all human virtues. The temporary nature of human existence as beings made of flesh and blood enables them to suffer and sacrifice their lives for the creation of good.
Human beings are capable of suffering and self-sacrifice, God is not. Yet God experiences suffering and self-sacrifice through his sacrificial embodiments who are at the moments of their deaths so detached from desires of being and overflowing with God that they become divine. It is within this context that Hussein's blood was identified as Sar Allah (God's blood), or that Mansur al-Hallaj (858-922) claimed Allah fi Jubbati (God is in my cloak). 6 It was probably also in this context that the early Christians talked of Jesus as divine, before he was transferred by Constantine's priests into the Greco-Roman Jupiter template and became the Son of God or God himself.
This centrality has given sacrificial heroism a salient role in idealized self-projections in Iran, and people tend to aggrandize and adore those who fit the role. As Majid Tehranian argues, "this love of blameless saints and martyrs," "this martyrdom complex" also drags the best Iranian political figures into the vortex of idealism and "messianic purism," which "automatically cancels realistic reform." 7 This is thus a collective passion that makes ʿAshura the most influential ritual in Iran, important even to those who resent its role as a locus for the manifestation of religious zeal.
For Beyzaie, the technical and conceptual world of ta'ziyeh is the space in which
Iranian popular imagination has preserved its values and performing traditions. As Negar
Mottahedeh argues, Beyzaie's works, like ta'ziyeh plays, make voyages into the timeless, "imaginal" space of Iran's cultural archetypes to make them serve modern purposes. 8 Beyzaie reshapes the thematic assumptions and technical features of ta'ziyeh to allocate a space to the victims of creative thinking in Iran's cultural memory. Despite this ritual gaze, Beyzaie's characters and contexts, even when cloaked in historical or mythical attires, suggest contemporary relations. As he himself states, "rather than being in love with history," he is "disgusted by it." 9 His recourse to history, therefore, suggests a desire to examine the origins of a modern selfhood that needs analysis before reform becomes possible. This contemporaneity, however, does not reduce the historical force of his works. As if responding to Walter Benjamin's assertion that "there is no document of civilization which is not at the same time a document of barbarism," Beyzaie explores the past to rewrite the history of victims of glorified rulers. Like Benjamin's model historian, he brushes "history against the grain" to give voice to the silenced who lost power in the present. 10 Beyzaie's aim, therefore, as he himself states, is to discover why Iranians are where they are and to reveal the consequences of their failure to support those who attempt to improve their conditions. 11 As such Beyzaie's protagonists are in many cases thinkers, teachers, or artists whose attempts to steer people into reexamining their beliefs are impeded by the machinations of the political or religious establishments or unidentified forces that suffocate any divergent thinking.
A quick look at Ragbar » ‫رگبار«‬ (The Downpour, F1971) clarifies this point. Hekmati, a young teacher, arrives in a traditional neighborhood to teach at the local school and falls in love with Atefeh, who supports her little brother and their decrepit mother. After being beaten by a roughneck butcher who loves Atefeh, Hekmati begins a process of transformational self-discovery which involves working hard to prove his worth to Atefeh and the people around him. He refurbishes the dilapidated hall of the school, stages a play, and gives a taste of communal art and togetherness to the poor children. After the play, the headmaster tries to belittle Hekmati's work by boasting about his plans for the hall, and the rich butcher by donating a large sum to the school, but the children void their plans by applauding Hekmati.
The film ends by the headmaster using his connections to send Hekmati away in a Kafkaesque scene in which an injured Hekmati and his belongings are taken away by a bespectacled cart man whose irritating gaze may represent fate at existential and political levels.
As in Hekmati's case, Beyzaie's heroes are usually put in situations that make them initiate a quest for knowing themselves and improving their world. This quest is punctuated by their feeling of being under incessant observation by a generalized "other" that deprives them of any privacy. The emphasis on this gaze is reminiscent of Foucault's interpretation of Bentham's "Panopticon" and suggests a surveillance society in which the "normalizing gaze"
of unspecified "others" demands conformity with dominant sociopolitical discourses. 12 Yet it also suggests the author's meta-theatrical gaze which compares life under the all-seeing eyes of history, society, destiny, death, or God with an actor's life under the gaze of an audience or a camera. This gaze also imbues Beyzaie's works with a Kafkaesque ambience of sociopolitical and existential anxiety that makes the audience uneasy about their gaze.
For Beyzaie's heroes, the quest for self-discovery and the omnipresent gaze breeds a form of anxiety that tortures them until they rebel or achieve difficult feats to prove their
qualities, yet most of his rebels finally surrender to death to avoid the agony. As if in dialogue with Heidegger's "I myself am in that I will die," 13 Beyzaie depicts the looming presence of death as a force that may activate or paralyze our constructive curiosity about existence or distort it into greed. Eman's predicament is that he is an individual with a universalized sense of morality trying to achieve altruistic aims by serving a society where the moral system is still local and communal. 17 Yet contrary to what Ogunba suggests, Soyinka's dreamers are not trapped by the people they try to help, but by those who control the people by keeping them ignorant.
The tutor in Eman's village and the priests in the second village are arch-individualists whose presence shows that their communities are far from living with a sense of "we." The villagers become "we" only when following these individualists or having a "they" against which they can unite. The final scene even suggests that some observe the ritual only because they are afraid of their peers and leaders. Thus the battle in Soyinka's plays is between leaders who sacrifice their interests to promote creative thinking and inclusive morality among people and leaders who use fear and deceit to preserve their prerogatives.
Using The Strong Breed to analyze Soyinka's tragic vision, James Gibbs enumerates several sources for Soyinka's sacrificial heroes. These include the "purification rites" of Yoruba New Year, the myth of Ogun's voluntary plunge into the abyss of nothingness, the account of Ogun's drunken slaughter of people, the annual festivals for Ogun, which may involve sacrificial rituals, the passion plays of Obatala, and the egungun and apidan mask performances. Among these, the rituals of Ogun, the god of creativity and ironwork in Yoruba mythology, are more important, particularly because Ogun was the one who made the contact between the gods and humans possible by his sacrificial act of plunging into nothingness to initiate the path for the new meaning of being. Obatala, the creator of human beings and the earth, is also significant, as his conflict with Oduduwa, who usurped his position, and his death and rebirth are the subjects of some Yoruba passion plays.
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Gibbs then identifies the New Year "purification rite" as the greatest influence on Soyinka and describes it as a ritual for purging the individual or community of "blood guilt"
and "the evil accumulated over a period":
In some communities of the Niger Delta, the role of the carrier was inherited and the cleaning of the community, the "placing of the evil in a small boat which the carrier launched on the out-going tide," was conducted with dignity and a high degree of stylization. In [some related] celebrations . . . masquerades, such as Eyo Adimu, performed the function of the carrier. In others effigies were dragged through the streets . . . and beaten. In Abeokuta, these effigies had become known as "Judases," evidence of a mingling of religious traditions.
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For Gibbs, this "mingling" is significant, for it suggests a source for the depiction of the carrier in The Strong Breed where "Soyinka stresses the similarities between Yoruba concepts of self-sacrifice and Judaeo-Christian ideas." 20 Ogunba provides the details of a similar "purification festival" among the Ijaw, who emphasize the role of "the carrier" as a "sacrificial lamb" and drug him for a humiliating, occasionally fatal ritual, during which he carries "to the river, just before midnight, all the sins and filth of the community during the past year."
21
Comparing these accounts with The Strong Breed reveals that Soyinka juxtaposes the two forms to glorify the one conducted by a volunteer in the Niger delta. He also charges it with political import to promote his claim that as "the language of the masses," ritual is ideal for creating a drama of resistance. King's Horseman (P1975) with the historical report of the events it is based on, 28 we can see how Soyinka transforms the locus of the Elesin's intended sacrifice into a Bakhtinian "chronotope," the "spatio-temporal matrix" around which his depicted community, like his plot, is to renew its existential sense of unity.
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As the king's horseman, the Elesin is to undergo self-annihilation after the king's death, but the interference of the British governor and the Elesin's momentary hesitation ruin the ritual, resulting in his son's voluntary self-annihilation to reclaim his family's honor. The roots of the ritual may have been in the community's desire for renewal through a complete purging of the previous ruling elites who may have impeded the rise of the new generation.
As Osofisan suggests, it may also have functioned to exorcise "the terror of the unknown,"
with the Elesin as "the medium through whom the ritual is processed. Soyinka's artist-hero is there to demonstrate that "the salvation of society" depends on "the exercise of the individual will." 34 Thus the members of the strong breed, artists and intellectuals, must be Ogunian in their creativity and will to action. This Ogunian facet is also Iranian creative intellectuals have traditionally been preoccupied with political liberation rather than aesthetic engagement with the resources of culture and language to increase awareness among people. This is to some extent inevitable because totalitarian systems punish social criticism as political acts, which rather than intimidating authors into becoming apolitical makes them too political. Consequently, as Javad Mojabi argues, in countries like Iran the roles of theoretical philosophers, creative artists, and reformist politicians, as the major types of intellectuals, merge to such an extent that the former two become obsessed with politics and cannot achieve the depth their works require. 45 Beyzaie, however, has been preoccupied with reformulating the aesthetics of Iranian drama and resisting dominant discourses by highlighting marginalized narratives and forms. Thus, although he embraces politics in its cultural sense, his priority is not politics but raising awareness about cultural failures, which, among other things, entails deconstructing the idea of heroic saviors. with those who demand soulless conformity and use human shields for their sterile victories.
His attempts to influence other people, therefore, is an insane but altruistic bid to warn as many people as possible. He has reacted to the dehumanization of the people around him by feeding the dead to the military rulers to show them the reality of their hunger for power. This daring action projects him as an Ogunian hero, one that plunges into a radical, sacrificial act to create a new sense of being or to bring sense to the universe. His language skills, his commitment to teach thinking to people, his stubborn self-denial and his Socratic approach to reasoning also make him an insane version of Soyinka's ideal intellectual. His intensely deconstructive intellect is particularly apparent in his AS philosophy, which analyzes the intentions behind all religions and ideological systems and identifies them as masks for mankind's insatiable greed for power.
In The Strong Breed, Eman fails his father's expectations to become a carrier, yet emulates him in a sacrificial choice intended to cleanse his environment of another form of evil. Bero is an Eman, contaminated by the evil he tried to exorcise, a monster of instrumental reasoning so obsessed with his skills that he commits patricide to silence his dissident father. The interactions between him and his father are striking not only for their philosophical descriptions of the history of the world and its recurrent patterns of disguised cruelty and deceit, "As," 49 but also for their insight into megalomania, which is one of Soyinka's specialties:
Old Man: Why do you hesitate?
Bero: To do what?
Old Man: [ . . . ] Once you begin there is no stopping. You say, ah, this is the last step, the highest step, but there is always one more step. For those who want to step beyond, there is always one further step.
Bero: Nothing more is needed. Old Man "for his own good," diagnosing his ability to make people think to be an "infectious disease" (52). He insists that the official plan for making the handicapped accept their conditions without thinking was compassionate. As in Orwell's Nineteen Eighty-Four, need and fear have turned people into informers, aptitude is forced to serve the state or is brutally suppressed, and words have lost their sense. Loyalty is selling your friends to the authorities; devotion worshiping the one with absolute power; and love molding people in the image the "Big Brother" prescribes for them.
Though "argumentative" and assertive, Old Man has been knowledgeable, original, noble, against "wastage," and charitable (33-34). Yet, having observed the senseless cruelty of his time, he has concluded that the ultimate drive in man is obsession with power, reflected in a mania to have others at one's mercy and possess more land, money, and women. He thus talks of a humanity that has "lost the gift of self-disgust" (55). Yet, despite his determination to fight the system, he willingly denies his pride to help others. He asks Bero for a cigarette to
give it to the mendicants (48, 55). He plans to take the circus of the mendicants around the world to reveal the atrocities afflicting his people. Like Soyinka, he sets his pride aside to stage plays that reveal the dark comedy of Nigerian civil war to the world. Abdi, a scribe assigned to burn old parchments, finds a court appeal written by his former master Sharzin-e Ruzbehan, which contains the details of Sharzin's life and how he was prosecuted by his dogmatic colleagues for writing a dissertation that argued for the priority of knowledge and reasoning over tradition and challenged patriarchal and absolutist beliefs. As Sharzin's life is projected in flashbacks, we find he escaped punishment by claiming the dissertation was by Avicenna (980-1037), reclaimed it when other scholars began to praise it, and was finally tortured and ostracized for "pretending that it is his." Abdi gradually pieces together the events leading to Sharzin's forced divorce from his wife, torture, blinding, and exile. Depicted in flashbacks, these events are arranged like a ta'ziyeh passion play that ends with Sharzin's murder in a scene reminiscent of Mir-e Nowruzi:
The Parchment of Master Sharzin
though originally treating him with respect, the people of a village cut Sharzin into pieces when they see his power to spot their treacheries from their words and voices.
In The Downpour, Beyzaie's critical gaze highlights how unseen authorities attempt to derail and adopt the creative skills of resourceful intellectuals or to find ways to suppress or victimize these intellectuals to stop them from resisting sociopolitical dominant discourses. As Is, and the System is its mainstay though it wear a hundred masks and a thousand outward forms. And because you are within the System, the cyst in the System that irritates, the foul gurgle of the cistern, the expiring function of a faulty cistern and are part of the material for re-formulating the mind of a man into necessity of the moment's political As, the moment's scientific As, metaphysic As, sociologic As, economic, recreative ethical As, you-cannot-es-cape! (71-72)
Practice on the cyst in the system [ . . . ] you cyst, you cyst, you splint in the arrow of arrogance, the dog in dogma, tick of a heretic, the tick in politics, the mock of democracy, the mar of Marxism, a tic of the fanatic, the boo in Buddhism, the ham in Mohammed, the dash in the criss-cross of Christ, a dot on the I of ego and ass in the mass, the ash in ashram, a boot in kibbutz! (76) In Beyzaie's world similar forms of unleashed power distort life, history, and culture, and any attempt to reveal the defects of the system is brutally silenced. Working at both personal and political levels, these vicious forces also function as Beyzaie's gates for subverting literary and cultural clichés. Sharzin's encounter with Abnar Khatun, a femme fatale, is a good and an "immensely subversive will" that has dared to feed human flesh to those ruling by massacres. 54 Thus, as Swift's "A Modest Proposal" did in the eighteenth-century EnglishIrish context, Soyinka's play reveals the absurdity of using seemingly rational arguments to justify wars, massacres, and starving people to death.
Conclusion
In 1927, when Julian Benda published his critique of those learned individuals who failed to analyze grandiose political and military endeavors such as nationalism and colonization dispassionately, the ideal of intellectuality he promoted was that of an objective, universal type immune from the pitfalls of politics and subjective fallacies of thought. 55 Since then, however, many have described intellectuality in non-universalist terms as the function of representing class or ethnic sympathies and promoting or resisting dominant discourses.
Antonio Gramsci, for instance, suggested that though all human beings were intellectuals, intellectuality per se was a function seen in its "traditional" forms in priests and teachers and in its "organic" forms in scientists, technicians, scholars, or politicians who theorize the moral and developmental trajectory of different social classes or fields of knowledge and represent them in the sociopolitical arena. He also emphasized the necessity of producing a particular type of organic intellectual that represents the proletariat and the common people in the realm of culture, knowledge, and politics. 56 Michel Foucault also spoke of "specific intellectuals" who were indispensible to the relations of "power/knowledge" and engaged in battles about the "specific effects of power attached to the true," and the "status" and "the economic and political role" of truth as "the ensemble of rules according to which the true and the false are separated" or produced in institutions. The responsibility of such intellectuals was not to emancipate "truth from every system of power (which would be chimera, for truth is already power) but of detaching the power of truth from the forms of hegemony, social, economic and cultural, within which it operates at the present time." These transformations suggest that in both cases the authors have been concerned about the roles or conditions of intellectuals in their societies, but whereas Soyinka has increasingly turned to satire to highlight the same issues, Beyzaie has intensified the tragic aspect in response to the aggravations of the conditions of intellectuals.
Notes
1 . I have used the following abbreviations in the article: "F" for "Film," "M" for "Memoir,"
"N" for Novel, "P" for "Play," and "SP" for "Screenplay. 
